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JLassion, energy, and sincerity arc the words that best 
describe Marcia Moses's commitment and contribution to water- 
color and art. 

When I first met her in 1997, Marcia was known as the "light¬ 
house lady." For many years, lighthouses were often featured in her 
art. She visited each new lighthouse, learned its history, and studied 
it intimately. She observed minute details, even noting the kind of 
lamp, lumens of light, and the how many revolutions it made per 
minute. 

She brings knowledge, conviction, and zeal to new watrrcolon. 
Marcia is a true professional with unlimited energy devoted to her 
art. Her paintings of flowers, seascapes, and landscapes capture a 
mood that reflects her very personal appreciation of nature. 

As a top watcrcolor instructor, Marcia has dedicated herself to 
teaching many students across the country. The same vision that 
Marcia embodies in her paintings is instilled in this book. You'll 
enjoy these easy lessons and be inspired by the watercolors in each 
chapter. Happy painting! 

— L E N CARON 
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JLaintinc is like sing INC. When we ting, we relate to the 
audience with mime and verse. In painting, we relate to the newer 
with an aesthetically pleasing and meaningful arrangement of 
elements on paper. 

In this book, I hope to share the |oy I feel when achieving a 
desired artistic effect and want to show how you can put your heart 
on paper. In my art, I have found a place for my soul to live, and I 
want you to discover that place, too. 

Desire is the driving force behind art. If you have desire, you can 
accomplish any goal you envision. That desire, however, must come 
from within. You can learn a watcrcolor technique or be knowledge¬ 
able about art and art history, but you'll need the desire to develop 
and use new skills or try out a different technique in order to 
succeed. When a student tells me, “I can't do that!' I simply reply: 
"You are right! If you think you can’t, then you really can't.* I 
believe that anyone who really warts to paint can. 

Sometimes we pay a price to realize a dream. If your desire is 
strung enough, the price is small compared to the result. 

French painter Claude Monet (1*40-1926), like many other great 
artists, decided to dedicate his life to an, and he paid the price with 
rejection, endless hours of study, and yean of financial struggle. His 
needs were grounded in the pleasures he found in nature, his 
gardens, his domestic life, and in the spiritual and ethereal realms of 
his an. I lis desire to create a master piece superseded other needs. I le 
was happy, however, because he lived out his dream and expressed 
his art in spite of the pncc. It's important to understand that desire 
keeps the dream alive. You’ll find passion when you finally know in 
your heart and soul that you can have what you truly want. The 
pnec you pay will be small in comparison to the dream you achieve. 

Keep reaching! Don’t stop! Never give up on your dream’ We all 
want to sing out to the world from the hean, mind, and soul; this is 
my song. I hope that you discover yours. 


-MARCIA MOSES 
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%-INCK FLAT BRUSH STROKES 
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PALETTES 


I USE TWO TYPES of palette. a butchers way and the Robert E. 
Wood palette. However, many useful palettes arc available in the 
markrt. Find our that suits you. 

When I'm throwing paint, I use a butcher's tray. It's also useful 
for spattering, or any other technique that frees you to mix paint in 
a less controlled way. The palette’s smooth enamel finish allows the 
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Bauhti'i Tray at Palette 


Rolen E. Wood Patent 


paint to run together to form beautiful and surprising colon. Some¬ 
times I transfer luminous patterns from the butchers tray onto 
watcrcolor paper hy laying the paper on top of it so that the paper 
absorbs the pretty colon and patterns. This creates a wonderful 
background; it also helps you avoid wasting paint. 

However, the palette I prefer and use most is the Robert E. 
Wood, named after the artist who developed it. This very efficient 
palette has large paint wells and a generous divided mixing space that 
allows you to mix two different washes at one time. 

It allows you more control over your colors. The wells are Jeep 
and hold a lot of paint. On the side of the palette, there's space to 
write the names of colon. You can even store the palette with paint 
left in the wells. The cover of the palette has lour mixing wells, so 
you can mix as many as six colors at once. 


ARTIST'S TIP 

Clem bmthet ^ 

on a 1 st of 

Ivory toap (or 

another toap 

xrithont additive*) 

after each 

painting tmioti 

Rttnr thoroughly. 


PAINTING SUPPORTS 


To PMVBMT watt R CO LOR paper from buckling, you'll need to 
support it. The support needs to be comfortably positioned for y'our 
work. Most artists use tape or bulldog clips to attach paper to a 
wooden board, gator board, or Plexiglas. The support prevents the 
paper from developing wrinkles when you apply water, and it 
provides a stable surface for painting. If you then place the board or 
Plexiglas support on an easel or drafting table, you’ll be able to posi¬ 
tion die paper at an angle that's comfortable for painting. 
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I use inv painting table more often than my easel, although there 
arc many mvnn in use an easel. You may like in umd when you 
paint; I do. I feel in control in this position. 1 do have a French easel 
that 1 use when on location, and that works out well for me due to 
the flat positiun the easel allows. Most of the time when I paint rn 
plan air (outside), I just prop my board on something and assume a 
comfortable position. 

Whatever painting support you use. it's important to find a home 
for it. When I began painting, I used the kitchen table. However, for 
many years I was hesitant to paint because it took so much work to 
set up. Find a space of your own that you can go to for painting. You 
don’t want to be deterred by the work it would take to get started or 
by the many possible distractions of life’s everyday events. 1 love the 
freedom my studio provides. Designate a space for your painting 
activities that you can use regularly and keep supplies ready. 


OTHER SUPPLIES 


Kill* A coto* fNUL with your painting supplies for reference. 
You'll find many color wheels on the market. The Color Wheel 
Company makes a great pocket color guide with an abundance of 
information that supplements the traditional color wheel 

Use masking fluid to preserve whites. I favor Incredible White 
Mask liquid fnsket. Before 1 learned how best to applv this mask. I 
ruined too many brushes to count. Now I use the same brush every 
time I apply a mask. Lather the brush with an unaduhered soap, like 
Ivory soap. The soap protects the brush from becoming gummy as 
long as you soap it between each stroke. Then brush the mask on 
paper area you want to stay white or unpointed until later.Another 
way to preserve whiles is to use masking tape. Of course, you may 
not be able to achieve some of the same subtlety you can with 
masking fluid. 

Watercolor artists also need drawing materials. Begin each 
painting with a value sketch and a design sketch. Find a sketchbook 
you’re comfortable with and some drawnng pencils. I favor using a 
<2B or #3B pencil for sketching because these pencils contain a soft 
lead that, when combined with a toft touch, will leave a light impres¬ 
sion. A soft gum eraser or a kneaded eraser will not damage the paper 
surface of sketchbook or watercolor paper. 
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Household Tools 

A surprising number of household items can do double duty as 
artist's tools. Spatter or scrub out paint with old toothbrushes. Move 
paint around the painting with a spray bottle or atomizer filled with 
water or alcohol. Clean brushes or lift paint to create shapes, like 
clouds, with tissue and paper towels. Create texture on a wet paint 
surface with plastic wrap and wax paper. Shift paint around with a 
razor blade. Just use your imagination to discover the variety of 
objects around the house that you'll want to add to your painter s 
toolbox. 
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Shaping 
Composition & Design 



Till tatikcolor ARTIST creates a three-dimensional illusion 
on a two dimensional piece of paper. It is just so long and so wide. 
Within this area the artist creates a titling of distance as infinite as the 
sky. At the same time, some things must appear realistically close— 
so near that the viewer believes he can reach out and feci both the 
roughness of a rock and the softness of a flower petal. 

Comptnititm refers to (hr total content of a work of art, anJ 
design refers to the arrangement of elements of the work. 


ABOUT SPACE 


Lilacs 

Minu Mom, Z2 ■ M inthrt 
'TP *«-») 


Space exists in a painting only as an illusion, but it gives life to 
the visual design. Mowers, lighthouses, and other forms have 
substance, so the space they occupy in the picture is sometimes 
known as occupied space. The area around them is unoccupied space, 
or negative space. I (old your hand at arm’s length and extend your 
fingers The fingers represent occupied space (positive space). The 
area between the fingers b unoccupied space (negative space). 

Even if you stretched your fingers out so that the space between 
them seems alrnmi njiul. thrre's still a difference. Note the space 
between the thumb and forefinger and between the little finger and 
the ring finger. Now, move two of the fingers closer together. Notice 
how the change in the space changes the entire design. 

Because the only whites we have in watcrcolor are the paper and 
the water, we more often paint in the negative or unoccupied space 
behind a form that must be light or dark to show its shape. 
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To understand negative space, think about space that an object 
occupies. Look bch-.nd it to see what does not exist; this is negative 
space. Negative space brings to life the object that you’re trying to 
make stand out- Understanding positive and negative space is one of 
the most important concepts in design. It applies to aO an media, 
including watcrcolor. 


LIGHT & DARK COLORS 


Light n*kt to dark orates tension. Dark will push objects 
back. Light will make objects come forward. 

These are the facts of life in an. They’re not my ideas, but what 
you or I choose to do with them are our own personal interpreta¬ 
tion^). The masters gave us so many tools and concepts that being 
an artist is easier today than in past centuries. These tools and 
concepts help our own personal creativity to soar. 

If you apply the seven bask elements of design, you’ll be 
successful. It’s important to allow yourself to make mistakes, forgive 
yourself, and move on. This is all part of the learning process. Vt'c 
learn by taking artistic and intellectual risks. 


ABTIST S TIP 

7 b err air ^ 


ibret drug* 
demerit! in each 
pointing. 



Yesterday 

Mvm Motes and 
* ii*l i Montgomery 
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Elements of Desim 



D esign cxisu in everything 
around us, from the 
simplest flower to the complex 
human structure. To design is 
to hare purpose. 

Designing in art means 
deliberate planning and arrang¬ 
ing dements in a wav that 
creates a unified effect. When 
used together, all design 
elements help create unity in a 
painting The seven elements 
of design shape, size, line, 
texture, value, color, and 
form— are the building blocks 
of an artwork. 


Any obrttt titth height ur.J nidlh but 
j u*upe A pmtrvt Jfjpe uutomatnuBy 
rrrurei a nrgttnr tktpe. 


Siit u very amply the retutromhip of 
tbe area .templed Iry oar thupt :i> ibul 
ureu atatpuJ by jnalbiT ikupe 




DESIGN ELEMENTS 
COMBINED 

When y ou combine all seven 
elements, the painong can 
become busy Its better to use 
just three or tour of these 
dements, like the painting 
on page 29 (bottom). This 
painting combines the elements 
shape, color, form, and size. 


Vulera /<»> are huuiully pigment i 
ground in outer unJ bound teub 
Color u abut tbul pigment U! 
red, yeOate, Unr. iwnjr, pm, 
Violet, ttc 


Form, the mrfutr cburueterutia of 
un eb/etl. Jetenhes urn object'• 
three Jimenuonul qnuhtlei, smth 
at M rrmndneii or volume The 
object's dupe uynti ll’c form, 
but Mt true nutwr a reveuled 
through the M'UUMi of light urnI 
sbudosc. Somet im es direction 
rtf Lieu form ui a design element 
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There Art n« to Jetcnbt lint, 
the iturkt nuJt unh a fen, pencil, or 
bruth, CT the rii^r CTtAlrd trAm ttro 
Imei meet. 


4.TEXTURE 
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of Design 


Unity Placement of design element* in relation to one another to 
create a psychologically ami aesthetically pleasing whole. All design 
elements in a painting play off or interact with one another. 

Harmony The visually satisfying effect of combining similar related 
design elements or objects in a painting, such at colors adjacent to 
each other on the color wheel, similar shapes or textures. 

Balance Avoiding a lopsided appearance in a painting; creating equi 
librium. Directional lines at different angles, distribution and intensity 
of color, and proportionate areas allotted to significant and secondary 
parts of the composition contribute to the painting's balance. 

Rhythm In a work of art. variety and repetition of design elements 
create rhythm. 



ARTIST'S Tir 

_ If yon fee! toil 

S in 4 painting, 
that uinatty rneaiti 
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with drug*. 


Contrast The jucupmiiinii of dissimilar elements, such as color, 
tone, or emotion, in a work of art. The artist can play light against 
Jark, soft against hard, or warm against cool. Locate the major 
contrast in a painting at the center of interest. 

Dominance Resolving conflicting ideas by making one idea or 
clement, such at color or direction, more important than other 
competing ones. Usually, one area painting is dominant. The painting's 
center of interest or focal point dominates the rest of the painting. 


Gradation This creates a three-dimensional effect with different 
tones or grades of color from dark to light or warm to cool. The 
decreasing or increasing strength of shades, tints, or values of color. 
Gradation helps produce interest, define areas in a painting, and 
provide smooth transitions. 


DISCOVERING HOT SHOTS 

The elements and principles of design used together in an 
orderly fashion make up the composition of a painting. Using the 
simple grid will allow you to create an organized work of art. 

Here's a procedure for creating a simple grid: (1) In every 
rectangle there arc two squares. The way to find the two squares is 
to measure the shortest side of the paper and then measure in that 
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distance from the edge of the long side. For example, if you are 
working on an 11x|5-inch piece of paper, your shortest side is II 
inches. So 11 inches would be the distance you would measure into 
the rectangle from the corner of its long vide. Draw a line from the 
top to the bottom of the paper. Measure the same distance from the 
other side, and draw another vertical line. (2) There also are two 
diagonals in oerv rrctangle. Draw a line from the top right to the 
bottom left comer, and another from the top left to bottom right 
comer. These diagonal lines will meet in the middle. This establishes 
the center of the paper. (3) Then draw two horizontal lines that 
intersect both the vertical and diagonal lines. (4) Find the resulting 
hot spots, where you need to place the painting's center of interest. 


Drawing a Grid for Finding Hot Spots 


WATERC010R PAfER 
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INTERSECTION 
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The viewer * eye naturally goes to the hot spots, the points where 
the vertical and diagonal lir.es meet at the comers of an inner square 
(Painters and photographers also call this the "rule of thirds.*} If an 
artist places important shapes or the center of interest in any of these 
four areas, the viewer’s eyes will be led into the painting at the spot 
the artist desires. It is most common to bring a viewer into a painting 
from the luster left comer, leading him up the diagonal to the hot 
spot, then allowing less important shapes to guide him through the 
rest of the work of art. 

If you have your center of interest in the center of the paper, your 
viewer is going to be led directly to that area and stop with nowhere 
else to go. Look for the hot spots, and use them to improve your 
design, the arrangement of elements in your artwork. 
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LEARNING TO SEE 



In UKDfcK TO increase your visual iwircnnt, you nml u* learn 
how lo see at an artist. How do we tee things differently than we do 
now? We do that by becoming more aware of what it b that we’re 
looking at. 

To do that, first look at an object. Let's try a tree. Now squint 
your eyes. Squinting your eyes creates a frame that helps you more 
clearly see the darks and the lights of objects. 

Now look behind the lighter objects. What do you see? Dark 
shapes ? This is called negative space. 

Squint again. What else Jo you see? Do viwi see some shape* that 
are lighter than others or darker 
than others? Lighter objects will 
appear to come forward and 
darker objects will recede. 

The difference between the 
lightest and darkest of the objects 
is the difference in what is called 
value. 

However, there arc more 
values than just light and dark. 

The shadowed side of the tree is 
going to be darker than the lighted 
side of the tree, but not as dark as 
the tree’s background. This in- 
between dark and light is called a 
middle value. 

Begin to look at everything as 
values; darks, lights, and middle 
values. 

It’s ama/ing all that you can 
see when you begin to see as an 
artist docs. 


* Your vttion wit become dear 
Only when you look into your 
own heart. 

He xtho look* tmttiJe dreams. 
He who lookt imtiJe 
Awaket.' 

MARC CII AC ALL OUf 1983) 


tree 

Mar._i Mines, * • 5 1.1dm 


Skap mg Competition d- Dettgn >3 





Photo of A/tnux/tum Ufix im 

Glo*(titrr, Mjiucbmttu 


Seize the Momen t 

Along with your sketchbook, mike i camera your doae companion. 
We (tumble upon beauty when we lean expect it. Wc never know 
when a sunset will offer lively colors that hit water so perfectly they 
almost verm to dance. If you have your camera, you can capture that 
image in a picture, and use that photo at a later date to reproduce the 
image on paper or canvas. 

Being an artist today is so much easier than it wav in the past, We 
arc so fortunate to be able to capture moments of beauty on film. 
Claude Monet painted water lilies many times to reproduce in a 
painting w hat he saw as the perfect light. Imagine what a visual mem* 
ory he must have had. The camera can remember what we forget. 

I always carry my camera when 1 am painting en plan Air. The 
light can change so rapidly that the very essence of what 1 am looking 
at can disappear in an instant. Seize the moment with a camera. 


DRAWING 


Bi in c able To draw, not just to paint, is important to an artist. 

If you sketch your subicct before painting it, you'll not only 
create an outline for your artwork, but you'll also get to know each 
object inside and out. Whenever you draw an object, say for example 
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an apple, you not only have to draw 
the front part of the apple. You must 
create the illusion that the apple has a 
backside without actually showing 
that side of it. Viewers must see the 
apple's curvature and believe that it 
isn't flat. Drawing each object will 
help you give them three dimensions. 

When you begin drawing an 
object, think of it as a shape and forget 
about detail. When you're painting a 
lighthouse, think of the bottom of the 
lighthouse as a cylinder, the top as an 
ellipse, and the tool as a triangle. If 
you simplify the object into such basic 
shapes, it will be easier to draw. 

Once you’ve established all the basic shapes, you'll have what is 
called a v.tlue sketch. Determine what are the lightest parts of the 
obiect and what are its darkest darks. 



ihruh of Annaufam /ij*r 
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T his little exercise will 

help vou draw wha. you *• L ‘ H>k a ,re * 

tec wiih more Jeprh, dupe. 2 S 1 U, “ I 00 ' *T“ to cr ““ 1 fr ” nc (or tbc 

and accuracy thereby Jt *^ c **!**** ,n the image and behind the image; sec the 

improving the illmion. d " k > • u,d tl “ li S kt »- 

4. What shapes do you see within the tree? 

5. What shapes make up the negative space behind the tree? 

6. Now begin to draw the tree's overall shape (the positive space). 
When your drawing takes on the shape, texture, and depth 
of what you're seeing, put down your pencil and pick up your 
Photo of Lantern, hru,li 


Mystic lanterns 

Mitcia Motet, IS • 30 inches 


A number of excellent books 
deal with drawing and how to 
reproduce what you see. 
Here are my favorites: 

Stan Smith, Sttf-hy-Stef 
Drawing (Sterling, 1994) 
Michael J. Gclb. Hov to Think 
Like Leonardo da Vma 
(13dacortc Press, I99H) 
Betty Edwards. Drawing an the 
Right Side of Your Brum 
(Tare her/Putnam, 1979) 
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What Is Value? 



V alter is thr lightness or dark¬ 
ness of a color. 1 have a value 
scale that measures values from 
I to 10. On this scale, 10 is the 
lightest. (If you wish, you could 
have 10 as the darkest and I as 
the lightest.) I lere we will he 
working with the lighten or 
white of your paper as 10 and 
the darkest value as 1. 


Consider using a common gray scale. Practice using this scale to 
produce sketches that show varying shapes. But use only two, three, 
or four values. As you add more values, notice how your drawings 
take on more depth. However, adding too many values can make a 
drawing too busy, and the artist could get confused. Less is more. 

To make the gray scale work for you, let's consider an apple. 
Sketch and draw an apple to produce the shape and give the shape 
dimension. Here is a five-value sketch that shows its darks and lights. 
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SIMPLIFYING 
THE VALUE SCALE 


I’ve RFCfNTtV begun to uw a simplified value scale. Tbis simpli¬ 
fied scale makes understanding and using values less complicated. 

When a painting has too many colors, it becomes very confusing 
for the virwet. The use of too many values has the same effect. In 
order to give a painting a dean appearance, we can reduce the ten 
values to three or five. 

When we paint, we are telling a story. II that story has too much 
information, the "reader" will love interest By simplifying the 
painting process, we hold the viewer's interest. Again, less is more. 


Umpbfttd Vain* itait 





A1TUFB tflj 

Light next to 
, darir creatn 
mtrvnneni in a 
painting. 


Creating a Simplified Value Scale 

To create a simplified value scale, begin by mixing a Urge amount of 
cobalt blue on a palette in a ratio of one part water to five pans paint. 

Use a small piece of watcrcolor paper 3*12 inches and draw a 
box on it that's 2*10 inches. Now divide this into five 2-inch spaces. 
These boxes will contain your five values. 


Gradated Washes 


HIST WASH j 
m o VALL E SCALE 

I I 


flrxi* hr tktfpmi iktfi-M hoi. Thu vM It your uhitt taint Thtn paint a u.uh 
art* the next four horn It* the paint dry Or dry t: Mil a hjir dryer ; a't fatter 
With iht paper 'i tekne and the fini bath, you halt a ti n value ttait. 
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categorized ai completely warm Of cool. To create this chan. I cut a 
color wheel in half and flattened it out. As the colors are found on a 
wheel, violet is beside red violet and yellow is beside yellow-green. 
Violet, red-violet, and yellow-green all have qualities of both warm 
and cool colors. 

Temperature is relative to its surroundings In other words, 
warm colon recede on a warm background, and cool colon come 
forward on a cool background. It sounds confusing, but you can do 
a simple test with the colors you're using. 

To demonstrate, I’ve created both warm and cool color back¬ 
ground hoses. A yellow circle in the middle of a warm yellow back¬ 
ground recedes, but a yellow dot on a cool violet background 
appears to come forward. A light cool blue placed on a light warm 
red appears to come forward, but the light cool blue placed on a 
medium cool blue-green wiD appear to recede. 
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Push-Pull of Warm & Cool Colors 

This interaction of cod and warm colon in art is called the ‘push 
pull" concept. If you have a cool dark color and you put a warm light 
color beside it, the dark color will push back. If you then place 
another warm color on the other side of the dark color, the light 
color will pull forward. This creates a three-dimensional quality in a 
painting, or movement. 

For example, using colon that push and pull can move the eye 
toward and around an object, such as a lighthouse, in a painting. The 
cylinder shape of a lighthouse will remain flat until you use lights 
and darks around it to create dimension. In “Dycc Island Light" 
(p. 51), in order to make the lighthouse look believable, I added cod 
dark shapes—shadows and trees—to allow the eye to "see* that it 
was a cylinder The ilarks pulled the eye toward the back of the light¬ 
house. Additional darks defined the shape of the shelf at (hr hasc of 
the light atop the lighthouse. 

I added the dark color on the rod of an adjacent building to push 
the house behind it into the background. 

The senes of warm and cod cdon to the right in the foreground 
of the painting helps draw the viewers eye back toward the struc¬ 
tures that are bigger and more important shapes. The narrower series 
of warm and cool colors to the left in the foreground draws the eye 
up the diagonal, specifically to the lighthouse shape, the paintings 
center of interest. 
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PRIMARIES & 

THEIR COMPLEMENTS 



Value* play an 
important part 
in color 


temperature. 


Finding the complement of a color is quite simple. On a 
standard color wheel, a primary color is located directly across from 
its complement. All colors have a complementary color, and 
knowing the complement of a color can be very important. For 
example, if you question whether something is missing from your 
painting, using a complementary color beside the original color to 
bring attention to that area of the painting. 

You can also ‘gray’ an area by placing a wash of the complement 
on top of a color. Or you can paint using only complements. This 
will create a painting with both warm and cool areas, with lots of the 
push-pull effect that creates movement. 

Try making a painting using onlv complementary colors. This is 
a great way to learn how to use the color wheel. 



MIXING COLORS 

Many combinations of colon arc possible when using water- 
color. Some results can be good, but others can be artistic disasters. 
Being aware of a colors properties will give you the advantage of 
knowing what will happen if you mix it with two, three, or more 
colors. When you gain this knowledge, your painting will greatly 
improve. 
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Even- color hat a "bias" toward another colon ** can call this an 
undertone. As we discussed when talking about warm and cool 
colors, a warm color, such as alizarin crimson, has a bias toward blue, 
or simply a blue undertone, that gives it cool tendencies. This can be 
a positive feature in your painting if the alizarin is mixed with a blue 
that also is cool, such as cobalt, if the goal is to create violet. If the 
blue maintains a yellow undertone, such as cerulean blue, you would 
create a grayed or muddy violet. 


ASnST'STIP 0 

<• 

To moke an ^ 

object itand * 

out. me ill comple¬ 
mentary color next 
to it. 



Muddine.ss 

Muddiness is caused by the influence of all three primary colors on 
the mixture. Any time you mix all three primaries in equal parts, 
unless they all have the same undertone (say, yellow), you’ll get 
muddiness. If you mined alizarin crimson with cerulean blue that has 
a yellow undertone, you’d get a muddy violet. 



Frtsh lilacs 
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i r Bias 


T he example to the right is a 
mixture of aurenlin yellow, 
alizarin crimson, and cobalt 
blue. You have a yellow that's 
blue-biased, a red that’s blue- 
biased. and a blue that’s red- 
biased. 

We usually say the yellow 
a blue undertone, the red has a 
blue undertime, and the blue a 
red undertone. The result is 
violet. 



Here arc some examples of frequently used 
colors and their undertones or biases: 

•ALIZARIN CRIMSON (RIOJ-Wnr 

j mdmtme 

• COIALT BlUC -red undertone 

• CCRULIAN BIUI—jw/iotr undertone 

• ROSC MAOOLR (RED) — hfut umhitnnr 

• AURIOLIM miOW-War undertone 

• ULTRAMARINE BLUE —red undertone 

• CADMIUM YELLOW — reJ nrJcrtane 

• CAOMIUM RED —ytHov undertone 

• LEMON YELLOW bine undertone 
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ARTIST S TIf 


Here arc some fun mixtures of colors that work well together. 
Try mixing your own colors to find out what you get. Make note 
cards with the mixtures on them for future reference. Here we use 
various combinations of easily available watercolors, rose madder, 
aurcolin, cobalt blue, cadmium yellow light, marine blue, and 
alizarin crimson. 


Br fltwr of _ 
each color') ^ 
properties and bo te 
each will react 
with other colon 
and the paper. 
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COLOR SCHEMES 




ARTIST'S Tlf 

^ Utratpray 

S bon/e to 
moisten the paint 
in your palette 
before each 
painting tnthm. 


hviRT composition should have a color scheme so tha* voo 'll have 
harmony in your painting. These arc several different color 
schemes—triad, complementary, analogous, and monochromatic, 
among others. 

A triad color scheme allows one choice from each of the rod, yellow, 
and blue color families. 

A complementary color scheme uses two colors opposite each other 
on the color wheel. 

An analogous color scheme uses any three adjacent primary, 
secondary, or tertiary colors. 

A monochromatic color scheme uses one cotor in various values. 



Tried 'x.htnc 


Compkmtntary Scheme 




Analogs mi Scheme 


Mortodnonatk Scheme 
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MIXING GRAYS 


To ado contrast to a composition, you need to have some 
darker values. So. in order to create a darker value than you can get 
from a single color, you need to mix two colors and often to add a 
third color. This will darken, or gray, the color scheme in that area. 

You can mix grays in triad, complementary, analogous, mono* 
chromatic, and split-complementary color schemes like this: 

Triad Mix sc mi-neutrals, or grays, by using two of the colors m the 
triad with the third added to gray the two colors. 

Complementary These colors automatically gray each other when 
mixed. 
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Analogous You can gray these colors, which arc close to each other 
on the color wheel, by mixing their complements. 

Monochromatic In a one-color scheme, such as blue, you would gray 
or darken the area by using its complement, in this case orange. 

Split Complementary Achieve a split-complementary color scheme 
by choosing one color and using the two colon on each side of that 
color’s complement on the color wheel. Use the complement of the 
middle color to gray the mixture. 


Split Complement! 
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MIXING MUD 

It’s gum hast lor beginnen to inadvertently create “mud" when 
mixing and applying color. Muddy colors, or colors that lack light, 
can be avoided if you initially stick to two-color mixtures and use 
transparent colors. 

Mixing tlucc primary colors together will create a muddy coktr 
unless the mixture is handled very carefully. 

Mixing complementary' opaque colors can result in mud even 
more frequently. The sediment in the mixture will prevent the white 
of the paper from shining through. To prevent this from happening 
when mixing grays from a complementary pair of colors, make sure 
that you allow one color to slightly dominate the mixture. 

Mud also can result from layering or glaring one color over 
another. If you first lay an opaque color and then glare another color 
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on top. the first layer will be disturbed and mix with the next layer, 
creating a dirty color. This is why k s important when layering or 
glazing to apply opaque colon last and to use staining colon as the 
under layers. 

On the other hand, “mud* is a relative term and can only be truly 
assessed in relation to surrounding colors. Sometimes a muddy color 
may be exactly what is needed in a certain painting. In these c as es , 
the artist has deliberately chosen to create a muddy color to achieve 
a specific effect or to set off other, brighter, colors. 
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changing the oil in the car. the unfinished protect at work. When we 
rear our own children, the many things we need to do can seem enor¬ 
mous. We forget how to be children. 

Come into the child's world. See what a child might see. Every¬ 
thing is new; every small thing can seem intriguing. 

If you're having trouble getting creative juices flowing, play with 
a child. Imagine with a child and listen to the child's stories. Go to 
the moon; believe in the tooth fairy or in Santa again. Rediscover 
magic-. 

In your wildest dreams, you could not imagine how this will set 
your creative soul free. You'll toon team to walk and talk again and 
to see in a way you never thought possible. Discover the gold mine 
within you. You'll be able to extract all the necessary ingredients. 
Be the child w uhin. Don't be afraid to dream. 
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THE VIEWER'S RESPONSE 


Have you ever admired a painting but weren’t sure wl»jr?Wc 
usually talk about an artwork s design, content, nr overall composi¬ 
tion. But that’s often not what really stirs us. 

When a painting evokes my deep feelings, I can't take my eyes off 
it. This emotional response pays the artist a high compliment. 1 love 
to feel moved when viewing another artist s work and to be able to 
touch someone's emotions through my paintings. 

How do artists discover how to evoke viewer's feelings and 
connection to their pointings? Hut's difficult to explain. Of course, 

not all paintings that move me have the same effect on other people Gauguin's Cafe 

Turn lancti, S • 13 inthc 
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American painter Andrew Wvcths 'Christina's World’ both 
describes longing in the subject and evokes a kind of cmpathctic 
longing. This incredible work of an still makes me melt with 
emotion. In the painting, Wyeth tells a complex story with a simpli¬ 
fied composition. He draws me into the painting with the questions: 
What is this lirspcutc woman teaching fur? Is site living out fur 
hdp from someone? I just want to walk right into the field where she 
lies and help her. While this is my emotional response, yours may be 
a little different. In any case, both of us would recognise the 
yearning and seeming isolation that Wyeth so perfectly describes. 

It's exciting to see how an artist can create such palpable expres¬ 
sions on a simple piece of paper or canvas with paint. It's why wc’rc 
so drawn to art. Great art expresses the soul in ways wc cannot in 
our everyday lives. 
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What Stirs Emotion 


The highest compliment viewers can give me. as an artist, is that they 
see me in my work. That tells me l‘ve put my heart and soul on 
paper. When I see a sunrise over the ocean, a new baby, a lighthouse, 
the first flowers of spring, two people in love, or a painting that 
comes from the heart, my awe, delight, wonder, love of beauty, and 
other feelings are aroused. I could elaborate on what stirs my feel¬ 
ings, but I want you to ask yourself what moves you. Take that as 
your subject and paint it. If you paint with feeling and paint your 
emotions, you’ll be inspired at how inspired you’ll become. 



imidt, and use 
trbai yrau ducaver 
to create art. 
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Vibrant colon, like red or bright yellow, in a sunset may excite 
us. Figures painted in muted colors may draw on wistful desires for 
love ind romance. Fresh springlike pastels may cheer us. Dark, 
somber colors may help define grief or express the depraved and 
horrific. The bold, hard edges and colors of pop an and advertising 
may quicken our response. Diagonal lines and active brushwork may 
suggest dynamism, movement, or spontaneity. Expressive distortion 
and caricature may offer new ways of seeing and social criticism. 

While wc'rr all different in what excites or moves us, well want 
to draw on the deep feelings that make us who we are. If we can 
express the very core of our being in paint, we couldn't ask for more. 
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CREATIVITY 


You may have ALWAYS known that you were creative and 
wanted to paint but didn’t know exactly how to up into your 
creativity. I always knew that I wanted to paint, but for many years 
I didn’t realize that my desire simply wasn’t great enough. Perhaps, 
like you. I’d occasionally pick up a sketchbook and draw. I'd play 
with paint or I’d work on an oil portrait. However, 1 didn't get really 
excited or passionate about my an. 

Many years later, when I had lots of time, I decided to paint with 
watcrcokw to keep busy, 'lliis began my passionate adventure in the 
an world. Suddenly, my desire grew. 1 read every book on water- 
color 1 could find. I began intensive study with other painters and 
often painted as many as 12 hours a day. I painted everything I saw 
I traveled across the U.S. to study the work of masters and to learn 
their techniques and theories, which I applied to my own work. 


M life witbaml rukt it 
«life unlived." 
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• ARTIST'S TIP 

# • 

» Visiting art 

. museurm and 

gutter in can help yom 
develop an emotional 
connection to art. 


I grew jo passionate about watcrcolor that I sometimes forgot to 
rat or sleep. Finally. I had discovered a place for my soul to live. The 
desire to create helped me to grow as an artist. 

In the past, learning new things had seemed like work. But my 
passion meant that I wanted to devour every scrap of knowledge, try 
every technique, and perfect the many ways of seeing and expressing 
myself in this wonderful medium. It was joyful and fulfilling. When 
you hegin to \muli/r vmiivelf as an 
artist and to know wlut you need to 
do to make that dream a reality, 
you’re on thr road to discovering 
how to bring your woild to life on 
canvas. You'll begin to sec, feel, 
think, frame, anJ paint as an artist. 


lebster Pots 

Huh lM aims lk> !Z >n«lic* 


“Every cbilJ u an artist. Tire 
problem u: bote to remain an 
artist after be grout up ~ 

-PABLO PICA«0 (iUi-iff3) 
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GLAZING 


GLA2INC It a TECHNIQUE, using transparent paints, that main¬ 
tains the paint's luminosity and allows lights to shine through. This 
happens when you apply a very thin layer of transpareni paint to 
watcrcolor paper, allow it to dry, and apply ihc next layer of paint 
(whether of the same color or another color). For glazing, do not mix 
colors. Use only transpareni colors to prevent mud. 

Drying is the most important step in the glazing process. When 
you dry paint, it sets the color. That means that this color will not be 
disturbed by the next color you apply. The result is that the first 
color shines through the second and so on. I have used as many as 
fifty glazes in a single painting, and the colors keep shining through. 

It the glaze (transparent paint layer) dries naturally, it will take a 
few minutes. If you use a hand-held (blow) hair dryer, y ou can dry 
the glaze very quickly. 

In the painting ‘‘Pots' (p. 91), I moved into the background to 
apply glares In-ginning with aurrolin. I added glares of burnt sienna 
and ultramarine blue. After another drying. I began again with thin 
layers of each color. I dried between glazes to preserve their trans¬ 
parency. 

Glazing allows you to apply many thin paint layers, jnd it helps 
present colors from becoming muddv. Keep in mind that you need 
to think out each layer you glaze. For example, if you glaze a layer 
of yellow, and then add a blue glaze, the color that results from the 
second layer will be green. 
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LAYERING 


In % ATMtcoLOR, layering uses much the tame technique as 
glazing but with different results. That’s because you do not dry 
between paint applications. Therefore, if you apply the first layer or 
wash of paint, then immediately the second and third layer without 
drying, the colors will mix on the paper, intertwining and creating 
magical effects. This technique of mixing wet on wet paint can 
fashion beautiful skies, wonderful sunsets, and numerous other 
exciting creations. 

Practice with different transparent colors using only the three 
primary colors until you’re comfortable using the layering tech* 
nique. Avoid using opaque colors for layering, just as you would for 
glazing, to prevent mud. 

Ltytnmn 
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CREATING TEXTURE 


After you’ve learned watcrcolor basic*, you can begin to 
add texture and dimension to your paintings. Many texture tech¬ 
niques arc fun, and you'll be happy with the results. 

When working on a painting that still hasn’t yet come alive, 
consider whether it could he improved with texture. Texture can 
provide the illusion of three dimensions, raising a painting out of a 
flat two-dimensional surface and imbuing it with lifelike qualities. 

In the watencolor "Star* and Stripes” (below), artist William 
Persa makes it possible to almost feel the texture of the soft, worn 
cloth Hag against the old, battered wooden building. When I saw his 
painting, I wanted to capture what I saw and fell. The painting 
moved me with its incredible texture. And, I must confess, the 
composition drew on my patriotism and filled me with emotion. 















Water color techniques like ipattrring, ynil/mg, glazing, dry 
inn thing, lifting off paint, and maping allow you to create just the 
right texture lor rocks, trees, water, weathered wood, flowers, 
foliage, fences, and whatever else you may need. Artists often me the 
dry-on-dry technique, using a dry brush with more paint than water 
on dry paper, to add definition, depth, and appealing texture to their 
paintings. 

For lifting paint off or out of paper, tools that work well include 
a wet brush, dry brush, sponge, facial tissue, paper towel, cotton 
swab, eraser, brush handle, or sandpaper. Most tools can work on 
wet paint If you use sandpaper, first let the paint dry. You can also 
create texture by using a razor blade, putty knife, spatula, wax paper, 
sump, alcohol, bleach, or even tap water. 

For uraping off paint, common household tools, like a razor 
blade, putty knife, expired credit card, or small rubber spatula, do 
the trick. Be sure to me a safety handle with the razor blade. 

These various texturing techniques help create definitive shapes, 
the illusion of depth, roughness, and smoothness. Most don't even 
require a paintbrush. 
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Water Spritz 

Use water in a sprav bonk; or atomizer to spritz on snow, flowers, 
or the spray of a wave. The water helps move paint around on the 
paper. Spritz ing with water will spread the colors out and leave 
lighter sport or allow colors 10 mi*. 



Spiltl t>:tk barer cm t*C» rimgA /Mprr. 


Salt 

Salt sprinkled on wet paint absorbs color surrounding each salt 
crystal. After the paint dries, brush the salt from the paper to find the 
blossoms of light spots. Use various kinds of salt to create the desired 
texture. Tabic salt makes nice snowflakes, kosher or sea salt shapes 
flowers, and rock tall (used for melting ice outdoors) creates 
abstract, cratcrlike shapes. The Larger the salt crystal, the more paint 
absorbed. Of course, the more salt you use, the more paint will be 
absorbed also. Ocean beach sand, which contains a lot of salt, also 
works nicely to remove paint from paper. 
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Brush Handle Tip 

Here is a little exercise for painting grass that’s gratifying for both 
beginners and professionals. Try these steps to create believable 
grass. 


e Hus 
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Wax Paper 

For this painting, 1 first used a wash of sap green over the watcrcolor 
paper's entire surface. Then I pressed wax paper down on the top 
half of paper and allowed it to dry. After I removed the wax paper. I 
found this incredible texture that pushed my imagination to work 
overtime. Could this be a forest, waterfall, or lake? Dozens of things 
seem possible. 



Wat f^tprr uttj to rtmove fidvU 


Plastic Wrap 

If you apply plastic wrap to wet paint on rough paper, then remove 
it, you’ll discover interesting textures. 
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Alcohol 


Alcohol is the perfect subsuncc for creating texture. With watcr- 
coloi paint, alcohol can hdp move the paint and spread it into all 
kinds of shapes. Alcohol may also he used to remove or lift paint. 

To create the bark s texture. I painted wet on wet paint. First I 
applied cobalt blue; then 1 charged bunt sienna into the wash and 
allowed it to mix on paper. Finally, I used a spray bottle containing 
alcohol, carefully spraying little shots into the paint to give the tree 
trunk and branches the look 1 wanted. 
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POURING COLOR 


Of all THI MSTHODS and techniques I use, pouring color it the 
most exciting And gratifying. Intentionally mixing color on paper 
with or without a plan can create wonderfully luminous effects. 

Pouring allows you to create movement, mood, ami texture. I 
pour color to create a mood, whether it’s dark and cloudy or radi 
Atmg sunshine, warmth, and beauty. In either case, I can get an effect 
that cannot be accomplished by merely stroking '.he brush on paper. 
I hare always loved the surprises I get with pouring color. 

To get the positive bcncliu irom pouring, you'll need to prepare. 


Choosing Paper 

After experimenting with different brands and kinds of paper. I've 
found a few that work best for me. My favorite is Strathmore Impe¬ 
rial cold-pressed 300 series 140-pound paper. It docs not hold 
poured paint as well as the other brands, but I like the results. Arches 
140-pound cold-pressed paper takes pouring well and absorbs paint 
more quickly than Strathmore Imperial. Arches is more porous. 
Strathmore Imperial tends to take on a light coat of paint, which 
means that I usually pour onto this paper twice to achieve the desired 
luminosity. Strathmore Imperial paper is more forgiving than many 
other kinds of paper. To get back the paper’s white, stmplv use a 
damp brush and lightly wash out the color. This technique doesn't 
necessarily work on oilier walerculor paper. 


Stretching Paper 

Before you begin pouring paint, soak the watcrcolor paper to 
remove some of iu sizing (a material used to make the paper surface 
less absorbent). I usually soak my paper in the bathtub for about 10 
minutes. (You can use a dish washtub, if the paper fits.) Then I 
remove it and staple it to a gator l»urd or any otltcr hard, durable 
surface to dry. 

I've also had good experience with unprepared paper, although I 
highly recommend using stretched paper. 
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Presewing Whiles 

If you have a plan when you pour paini. you'll need 10 preserve the 
whites you want u> use. Masking fluid docs the trick. (I prefer 
Incredible White Mask liquid frisket.) First use a soap without addi¬ 
tives (such as Ivory hand trap) to wet and lather an old brush Dip 
the lathered brush into the mask. With each new stroke, repeat this 
action. 

Allow the mask to dry completely before you paint uver it. live 
mask may take several hours to dry’. After pouring or painting, you 
can remove the mask with a gum eraser and continue to paint. You 
can also apply the mask over paint to preserve certain arras or colors 
in preparation for a new pouring. 


Mixing Color 

To mix color for pouring, use a bottle, dish, cup, or another 
container. You'll discover new wavs to pour on color. I've tried paper 
cups, ketchup bottles, plates, bowls, and many other household 
hems. 

Depending on the intensity you want, mix a strong color (four 
parts water to one pan paint | or weak colors (eight pans water to one 
pan paint). Decide what intensity you want and go from there. It’s 
fun to experiment. 


Pouring wi thout a Plan 

My panting “In a Pickle” (p. 105) doesn’t follow a plan. First I 
prepared the paper and allowed it to dry. Then I re*wct it with a 
simple water wash and poureJ color, allowing the color to mix on the 
paper by moving the board up and down until the mix pleased me. 
After this dried. I discovered shapes and decided what the composi¬ 
tion would say. Pickle jars seemed like a natural fh, so 1 pulled out 
pickle shapes with a H4 nvlon brush and water. Because I used casv- 
lift paint, it was a cinch to create these shapes. It yc*u pour with or 
without a plan, you'll want to check the paint's properties before you 
begin so that you'll know what patches of color youII be able to 
remove or lift out. 


104 EASY VATERCOLOR 










When I finished my pickles, my husband commented. “I hope 
you don't plan to hang that in our home." Oh well, you can'i win 
them all! 



In a Pickle 

Marcia Minn. 7.10 inches 
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Pouring with a Plan 


When pouring with a plan, you'll want to think about each step 
bthiir you brijin wink. A\k yiniiM-lf: 

• What is your design and what kind of shape do you want it to 
take? 

• Where do you want to preserve whites? 

• How Intense do you want the colors, and what do you w-ant 
them to uy? 

• Are your colors transparent and easy to lift from the paper if 
you want to control them a bit or asoid ‘mistakes*? 

You’ll want to know what your pouring will achieve. The tech¬ 
nique can be a bit unpredictable, but that's part of its charm. If you 
do a little planning before you pour, you'll probably be more pleased 
with the results. 

For ‘Into the Light* (p. 107), I began sketching the composition 
and carefully planned each step. I wanted a different perspective of 
the view inside a lighthouse. Because 1 wanted a certain haunted 
feeling and wanted to tell a story, I used artistic license. I added the 
boat and rough water to add interest and suggest what the lighthouse 
keeper and people on the boat might have felt and thought. 

Lnjoy pruning and playing with paint. Mini of all, have a good 
time. 
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Into the light 

Mir cm M>«>, \b- 2 C iikSo 




Ttmr-H i 
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Watermelon 

I n most of my paintings I uw a basic palette that conuut of aure- 
olin yellow, rose madder, and cobalt blue hue. This represents the 
three primary colon. However, depending on the painting's needs, 
sometimes 1 develop another palette with colors that better suit my 
subject. 

hor watermelons, I wanted a palette that would give me a little 
more flexibility, so I chose cadmium yellow light, rose madder, and 
marine blue. 


1. I'tmg a I-inch flat brush, 

I paiHit J a b 4 >h of cadmium 
ytttou light on the entire Juft 
of 4 half watermelon 


2. / tkirged thii It Mb -llh 
inarine blue, and tbu gate me 
the green J wanted for the 
watermelon ibtU. 


3. Uui> note madder I painted 
4 light eraib mttdr the sealer- 
melon that began to dram out 
the pmk of the fruit 
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4. With marine blue l pul 
tom e tiarkt at the tbell'i 
bottom right part to rrratr 4 
thadort Thru / Mended ihtt 
t rub my broth and thaler. 


S. U ah 4 titute I pulled off 4 
latte rote madder And yellow 
to prodoer light 1 to tide the 
watermelon 


4 .1 Hied 4 broth dipped m 
voter to pttil not the remain- 
mg watermelon terdi 


6. With 4 mixture of cadmmm 
yettow light, me madder, 4 nd 
4 drop of marine bine, I began 
foul del ailing / mi ed thu eedor 
mixture for the ittdi, tht 
Jradow on tht uerfaet under 
tht watermelon, and the dark 
t Ml tbapet 
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Flowers & Leaves 



1. Wkb j 04 " i'H./ brmib. art the 
MW jvw 0 /t be leaf auk cmmk 

jii rro/rit ytUimr apply 4 tteub 

on fix 



2. Immediate!;y tbrntfe ihn lou 
S tlt uhrjmutmt btae. the 

tulan to dux m lif paper. Lit a 
turrne or lutron ,amb to lift 4 little 
tolar in reveal 4 little vbitf J>4pe 
far h^ht let tbit b 4th dry. 



J. With 4 t . el knob, giro the leaf 
Jtjpe It ilk 4 V4lb of J»rr«ii yeUme. 



4. Apply 4 a tub of the oltrjmjrne 
Ume on the dark tide of the leaf. 
mamUmimp the Upbti prevromtby 
lifter! tmh ike tiume on the appoute 



5. Fmnh the leaf by prdirg nut 
vevn curb 4 lamp broth 40J mime. 
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1. Painting an open rose presents 
mote opportnmim for working With 
negative space liner the petals create 
iWnui between them 

Begin hr netting the paper, leaving 
•mm of dry paper where yon want 
your lighten lights Then charge the 
net paper with cadmium yellow light. 



4. After drying the writ, begin to 
dirt<tl) paint the shadowed areai 
trilb layers of cohalt blue to gr.-e- 
the rote contrail and shape. Yon 
may alu> need to poll off tome c'Jor 
vtth a damp brush to Mend petal 
edges into the whites 



2. Von vont to immediately charge 
that teach with me madder, h u dl 
only mote m tbt arras that art 
Hill nrf and aeatt an orange bne 
to the petals 



S. Layer more dark color on the 
met shadows, creating alternating 
warm and tnnl (light .end dark) 
areas. A soltd color usually recalls m 
a flat surface Placing uarm and 
mol colon next to each other creates 
dimension and lift. Finish the rote 
tntb a item and a few leaves 


I 



1. Vo»’ yon tan begin putting a 
fete dark areai where shadov t vdl 
he pnJmed. Use <t >halt bine, it will 
gray ont tbe orange 
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Rocks 


I t'* great fun to paint rock*. What results from this exercise is 
always a surprise. And while you may not like surprises, when 
painting rocks you’ll he ahlr to feel your creative spirit come alive 
This kind of surprise is delightful compared to, say, a houseguest 
who arrives without warning and plans to stay three weeks. 

Ready? Get out your '/2-inch flat brush, an old expired credit 
card or plastic putty knife, salt, alcohol, perfume (you'll he able to 
smell the texture), facial tissue, burnt sienna, indigo, ultramarine 
dark, water, and last but not least, a toothbrush. (Yes, use the one 
your unexpected houseguest left.) Let's get started! 



I. Lightly tketth rant formalto'U on you' watereolor paper I tttcmnit'ul 
Fabnarm-Raiaipma nr Hi rath mire Imperial, there papttr Jo not have a heavy 
texture. That vdtatton-jem tn createyr.nr atm texture 

Wet the pout n't arrar and leave a dry r.bue reparation between the draper. 
Begirt to drop odor and let it flow ut alt directum. It doem't matter uhnh 
color yon dnpfml. 
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2. Lei the colon mu on the paper and rUr ibey're ttd! tel, me your ardu 
card o* pLttic pony knife to move color around, creatmg thapey 



3. U 'id: tack mt< admit ton of color, you'ti Jtucner a new effect- Became milramanme 
u a ltd,mercury color, it tctU create teUmre when muted on paper with burnt 
aemu When mnemg enbre. nuke cure you plate hghtt next to darki for the dbrtnm 
of ifjoUjx and drama. While the pawn n nd! net. tpray alcohol or perfume cat U and 
valcb v hat happen* Sprmhle toll on rfot » where you trait to hft paint and create 
tenure Pam darki m lOadr—ed are it Spatter hath mime a ah a totnhhrudt to add 
more texture. Experiment uteb then took, and hy all mean, hate fun. With a 
crumpled Inure, lift meat you team to lighten and valcb chat happen* 



A. Lay a t mall rheet of pLotte ’a rap on arrar where yon may w.rrit more 
texture The plaitu wrap tail create nnall Intel of texture 













I Magnolias 


T o reproduce this magnolia, I studied the flower and came 10 know 
in many beautiful ihapct, colon, and values. It's much easier to 
paint what you know than to rush blindly into a paining without 
studying the subject. 


1. tint, I sketched the magnolia in 
my sketchbook nmg only three 
value * This preliminary sketch 
helped me Jm .lr t here colon and 
ihadcm would be needed Then on 
uaterador paper, with my pencil, 

I reproduced the logger ibapei 
from that initial iketih. 

2. Refute / began painting. I 
decided whert odor fainti timid 
be darken and lighten. L ung an 
initial glare of aatnJiu yellow. 

I began to paint, carefully painting 
around the flov.tr shape! to 
preierve the whim. 


J. The initial glare tiro aureolsn 
yeOov rualdubei the b,icbgr\mnd 
foe the larger ih,ipei. 


4. Xexi I iMrodnttJ marine bint, 
a bine-green traruparrnt color that 
allows the yellow glaze to show 
through. Marine bine u a bint with 
a long value rangt from a mdd 
green-bine to a neb, Vibrant, deep 
bine-green I began with a 
watered-down light taint of thu 
color and glazed areas around the 
largest ibape. 
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5. / con-mat J to gbit a tecond 
Uytr of the marine blue around the 
Urger lhapei, which made my bluet 
darker. V'eh light and dark colon 
next to each other, my flutter be gen 
to appear three-dtmemionai Then I 
waned for the gUret la dry 

Sext I gUeed a Uyer of anrtoLn 
yellow around larger lhapei and 
waned for them to dry. Then I 
applied a Uyer of marine blue. Thu 
time, however, l didn 't dry them 
became / wanted to mu a lude of 
the vet paint with another color on 
the paper Thu t could give the 
bade found a little texture. 


(. Vith the marine blue, mixed 
s tub very little water, I began to 
paint detadi, inch ai the flutter i 
center, the tpait between Hemi, and 
the flavor't ihadtrw t 

Then I took the marine blue in 
mid-value, and glaied the bottom 
Irft and lap middle Vhilr that wai 
udl wet. t {land the bottom right 
and lop left trilb aureolm. 1 Ul 
them dry 

At thu pom I, l began polling off 
paint with a damp bruih. 1 clarified 
whitti on the item, pulled whitei 
out of the travel, and finuhed by 
adding detaili v-th burnt aerie a on 
the darker ode of the magnolia i 
uemi and aamem. 
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2. Then I add a layer of rote madder end repeat ike enure proceu until / Vr established ike appropriate shade of 
green. I keep in mind that I alio need to paint armr.J rtf white shapes. vhuh are reflet turns of light nearly 
alwayi teen in glass When paint mg glan. leave toft edget on ,hapet that are reflections. I did that hy uung a net 
bmth to tame different colon to blend tilth each other or awh the light meat of the refletltont. 



3. far the far of tomatots. I fail applied a layer of cadmium stilus. and then a layer of rote madder Thu 
treated orange. Then I had to puU out shapes. 

After the paint civil dry. I anted the tame mti colon on my palette, and I added the inmp/ement. which 
was blue. Tha darkened my pamt to a color I needed to begin rtegatne pamtmg to make the tomatoes tome 
forward While the paint uas i till tret, I used a tissue to lift tome color, creating ■eflectioru in the fax I could 
have med thtt method with the pickle far, too It tumid have hem easier, hut there were to many ihopes m the 
pickle iar that 1 teas afraid I'd wu some of them. 
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4 . / created the far of pear, n much the tame tray at the ,ur of tanutoci, but l Applied a thinner layer of 
c.ulrmnm ytUov. Then I Applied J thin Uyer of rote mjddtr on top of thjt, -ahicb at died a pe*r color. 

/painted the ichole lamatoet by beginning - tih a Uyer of caJm.nni yellow light, and then immediately 
applied 4 layer of not madder IpiaUy , / dropped in cohalt blue armnd the ibadoned area.- Then I amply 
lifted the color tenth a tome to ag.ii’i create highlights on the tomato skins 



5. For the tar lids , [ started - ilh cadmium ytUoic and painted all areas zherr light tould reflea off them. Then 
I mixed ladmmni ytUm. light, rou maJJer, and a drop >4mbalt bine an my palette Thu gate me a burnt 
sienna, one ibat't more reflective than using burnt uenna from 4 tube 

For the basket, I used a layer of cadmium yeftore, then immediately a layer of rose madder, and a thru layer 
of cobalt Mac Then I came back in l*rlh another thin layer of cadmium yellm. / created the imall par of 
unidentified light green vegetables (green tomato relish ft at the right tenth 4 layer of cadmtn m yetlov and then 
4 layer of cobalt blue 
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4. After everything inu dry, I did lire detad utirlt. for the darby on the 
tar ltd*, I ntfj the tame mtxlnn I had uyed to gel burnt uonu 1 abn 
nird it far negative pamttng in the pir of peart 

To get tome uarmd) into the backgmnnd, l Lucre J oil three colon, 
begin'ting k ilh (ji/nun yeUotP, adding me madder next, and ftniyhmg 
tilth cobalt Mae Thn aihrrt rd a Mended background that created aruiy 
and balance. 

Finally, I niid cobalt bine to create thaJowi. Sbadovt an tsb.it gne 
a painting hfe They add depth They gne yoar itbfctti pertpearve. a 
place to rat, to that they an not floating tn att. 


Sou that Tve onht med time 
colon through dm entire proem. 
AB of them art lua'/urnl colon, 
trhicb give the panting a clean 
look. V im, 

you mix colon that arm't 
tratuparml. yen II mmetimet 
create a noddy appearance. 
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Little Boy 



1. / began tbo painting uub a 
nine tketch in my ikctcbbook. 
Experimenting. I decided that my 
critter cf mint ft ikon Id ke m the 
lon er nght hot ipot on my grid 
end thol my light* end iLtii \ 

(value*) tcomld create movement 
end teuton. 


F igure* can be (he most exciting element in a painting, both visu¬ 
ally and emotionally. They add dynamism to an otherwise sialic 
scene. When you place a figure in a painting, it naturally becomes 
more interesting. The viewer begins in ask himself questions about 
the scene. What is that figure doing and why? 

In the painting 'Guilty," I wanted to draw a child who would 
capture the viewer s heart. I believe he does. 



2. After completing the t atm* 
iketcb, I re ik etched the femur.g 
on uattnobr paper, lightly wi that 
I didn V demege the paper I mud 
eareolm yetiov to begin heck 
ground glaring With the yelhn 
paint, l feinted j intend the large 
ihepet, the boy end the deck. end 
euallnhed hem* foe the heck- 
ground. To mete e semi 
background .iroitnd my men 
ftguir. I next medehie'in criinmm 
to glare the ume eree. 


1. / edded another glare of oiirtahn 
ytUos and then charged that glare 
tctrfc a!rearm. 

IU thete glare*, I attempted 
to create a nmf'jrm s emi color 
behind my whiter tu th.it c hen 
I pm: nty darker tramparrnt colon 
over them I lcould ltd! get the gfote 
from tbr maul glare* 

There backgrmnd glare* alio 
Iregan to m.ike mdr.idnal oh;ccti m 
the pav ing more apparent They 
outlined the ihape* and began to 
bring them foncard Thh tet up the 
ihape 1 for detail sort. 
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*. Pint I applied glam. m this order. aurmlin. 
alua-sn. and eobolt blue. I layered these cohn at 
/mi: fix tones on ike tracker's desk and even more 
on the blackboard The more you glair, the 
darker the color set0 ktiume / wanted the desk to 
appear old and oaken and the blackboard to look 
like ike gray, dale ihaUtbaards once wed in grade 
i. 

Nrrl I began painting the little bay \ clothing 
l ntrd a mixture of anrrohn andaluann. 
tbargmg that mu vttb cobalt bine to achieve a 
dark hue tpainted the darks m the hat, pants, 
and in spenders tetth a cample layers of this color 
and left my lighter areas of the garments t bile 
until my tenth dried At that pohrt, I apphed onr 
layer of the color to light area! to create the 
clot king's highlighti 

The shirt I left completely white until the rest 
of the hoy i oaf'll was fmuhed Then l apphed a 
ssngle layer of thadoer colors, using the same 
mixture of paints at for the dark areas, hut with 
more water. 


5. The apple wai painted with a mixture of anre- 
ohn yellow and ahrann lhe apple’s shirk shad 
ea t were made e *th a mu of aurrahn and cobalt 
blue. 

To finish the feuntmg, I applied a layer of 
cobalt to create shadow i from the figure and desk. 
I created the texture and outline of the floor 
hoards by using a mixture of anrerJsn and 
aluann, with a lunch of cobalt. 

f Imisbed off tbe boy’s amis and fret, treating 
shin lonei using a mixture of anreolm, ntse 
madder, and cobalt hint. 


Notice the writing on the blackboard. 

I pulled ant the letters and numbers with a 
damp brush. I sard the same technique to 
fsmU mat tbe white of tbe chalk m tbe 
Hath board troy. 
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Glazed Bottles 


1. After ikctcbmg the bottler, I 
apply thin toati of pamt around the 
ohftttt creating a baiigmund I 
began ti lth aierrxdin yellow and 
allot.td thir tr, dry to tb.u my next 
glaze would not pub 
op the aoreolm. 


2. \r*l I applied a glair of ali/ano 
Crimean. Keep m no md that if you 
U'4«r tu prrtent any lightr. you 
nerd to do it in there early rtagn 
I warned the top ngbt area fa be 
lighter, to l didn't gloat over it 


). .Vufiir thr darker paint token m 
the left half of the background. If 
paint it too set, it trill gather in 
pmkrti. If yon want to create a 
textured background, this could 
work In your advantage 

I didn't, to I merely collected 
that darker paint tilth the edge of a 
Hume. 
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Street Scene in France 

F or “Street Scene in France,’ I poured paint rather than brushed it 
on. I could have gotten luminous colors with brushwork, but 
pouring gave me the glow I wanted. 


1. Fin! I c stab hi hr J lights and 
darks with a value sketch Then I 
brgan this painting by masking off 
my light values u ith matting fluid 
to preserve them tinting the pouring 
process. 

Because / (. anted the painting to 
have a luminous appeat.nu e, I 
Jets Jed Us first ptmt tadrrunm 
yellow• Using a small paper cup 
with paint inside. I poured the colot 
all snn the paper and spread it 
around with water mm from a 
spray hottle Tht* mean: that I did 
not need to touch the paper with a 
brush, which Mould have given the 
pouring a less smooth appearante. 


2. When I felt that the yellow paint 
had saturated the paper, I began to 
pour the rose snadJer. I let the two 
colors merge on the paper. 

/ sprayed the pasnt with water to 
move it aiound. causing it to spread 
over all the unmasked portions of 
the paper I also tilted the board 
and moved it around to merge the 
colon further. 
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1. Nut I pouted tohah Mur hat 
lelrclivety m fLuci on tin painting 
tr here I van'.rd dark valuer t let 
tku color irttle into thr painting for 
a frM mmuin Effort pouring the 
color off. 


4. After pouring off extra paint, 

I fluid the painting on an raid to 
dry, I turd a brink on thr paimmg V 
edge* to utak up rxtrn pain: and 
trattr to that I wanUn't gtl wattr 
ipoti, tailed Manor »i 

Not* that thr painting it lying on 
in udt. I teamed to maintain thr 
blur in the dry area If I had tamed 
the painting in any other dilution 
on the earet daring drying, that 
Mae tolrir tr mild have keen 
damaged by adjacent colon running 
into U. 

Aim not it e the madecJ aieai 
near the pamling'i bottom ai it nri 
on the rare! TVif areas hath tike 
rotbt. but then light areai that the 
•naiir proteat mil eventmalty 
betnmr an area of tuift in the 
meet icene. 
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CONTROL! El) DRIP The pauene M apfta* pane W ax deride M adu. alkmi.* t*w 
paint «» (™ iiuji .»< «aMr 

OOOLCOLORS Cnfatt attha bh< uadentx*nrblue kt» 

DESIGN TV panned i«|Uuuh ul Uc. ikipe. odu«. uaaarr.tkre.aaav. »thir. utJ apace m a 
•uakol in ThrmA prmgpln ai Jnv» arc unity. bwu. kalian. rtiatlm maantt. doani- 

M»e, tradabun. Dn^n »'«o edm h> I he im^msl <d ricatriui, the U>A o« plea «d aa 


DUUlNANCl Tha miear .d mear.M aa Inal TV prmuplc til .oul osaauaLen % Vh 
■Vtn lhai «retain itratcnai tkamM miaaw ■>« importance ikjr jffcrn n tv tana ctmpm- 
IIM. With coalWag dupe* .« adeaa. reader ihr narflin by nnphaauinc aw ct the utvr. alio* 


. a leak ha id paaM ia pul n 


DRY IIRUSH A 

iir bent W Vi applied, it paojncct a beaker. a*juk> rtU-t 
DRY ON DRY A *i wroth* ie*h*.K|ur ul tppltin* pant nidi a dry brnali an dry paper 
DRY ON WIT A waim«k« levtvmj ar umok a dr* bnak kteded oak pain: appird in net pipe* 
» AM. 1. A itnB-tura Jraptad I* tndd mul l papae ue eja*.aa Flam hue ncatxalli idnuakle 


M t MINTS Of' DESIGN 1V bane onponrvi .w*J V Ibc arftii *b 
aat. Thu* el*meet* are odur. like. late, ■hape, (nut lemiuit. and ipuv 
EVES A puntuif'• Vi ipolv nkrtr iV eann <d iMetre' ihoaU V piarrd Va hnf iptl toJ the 
rate t-l thedt. 

IFRKLLl TV metal *vliadcf that iixt uamia and ratline* tW Fan ox a heaik 
H IRCIVI AM. Dearth*! punt Hut CM V rail* Utad Irma rupee or noat p>r« tkaa alnn 
petal tit bf aaaily Idled freer it 

FORM TV pkrtaal appearaMT ul a Bexi ad art an atiawndi. ttyle, and 

GLAZ1NC A **tr lhaa. lunpaeii pam applied 'TO a prowaili pautud lUilael dial hat dried. 
Tamil hr able In acr the ia*ui jut • herxaik the jVl tedorv M yen BM .pu^ue enluev ihr 
renin can V muJir-1 or eiaiat »m ami to vie Mnpiira nine 

OllllJtNJKTKIN Rated m tVratNiham«mnpeiMM>|iialpani ul a wkolr *|m thrpenpor. 
nna id the mitt u ike lirurr iqaed tu that ul dv lanpi In the a W Id 
ratunpl* ar» determned bv the (oUea watte*. The kvt£rr tide it e*-J in « 
td a Mjiaafr trkmc tide a eejual lx'he ihotter ale nf the raettac** Tha m 
I at dwaltol. la • mts^W dram ear CDBKractedncaadinct* the pjUcn M 
•NndJ V 301 ol the loigth. 

GRADATED WASH A aaak iVi« l«h. ue ihm m mi area a Vte a*. ak. ha. Va. a,pdmd aad 
pdiulr hrriwt itaikee of Viivr a«.i wda no, a here suae nta htt been apphec. Dn n 



GRADATION A cr-JoJ. «P«K. w.ep b. umom «« ^fromda* 10 L(k.il»an 
bn l»|( la nail ilufa, or iw(k to tlailH MHim. <* im nJm la imkt. 

OKAY VC All The rai*< ulnruinl elkwi ae thideead cr>i 

GRIP A VTIO id l« airraid aaj *ruil fcnra nuilnl vH nnl) on|u|r i>«> i«nir Hi uJ 
in danning il* peetart wl m Inn tauten .4 ■■warn. 4JU m U i|Mi end nliiil AkH 

iiaauony n.m.4«i lv.- ud cU«u. o.^nn.tiVcndK itpetanm4 a* 

•im ehepet. ewlnrv ue mWi Jiuumiiia Ow umhwi u» .dime of dmegn iWtu. in a 

r*» 

HOI PAI VSU> I’AJ l R IM paml iH.’l pjpo ■ « M l«r ik» .uUbpre.e«d pupae v*h ten 
WHI» and thrrrtoer law ipirtclr ml terdkanee- 

HOT SPOTS % knr O fn itw i««\ii re —>|n ii a paoKinj i l n l l V plu4. Time m irtw 
ol men ilua uuial iiftni. mimvi. m Htum m i pa anny Prude a ruiuilr into ill Half h«ua« 
tally anJ uruji in urn IK i » J h IV *»•« pMli uhaav pal Un mmh>i<in 

mother irreiRtdlkr 'ewet* ur hm t|uwt, centNe t> pber the pnoMyi’i eaier *• nnni Aim tee 

the nde H ihwdr 

HU1 IV en daa 4 a prgturnl n abut A gmdann i« tneikoar 4 coin i ha fawn nAa in ha 
eUtici at rrd.« allow, pars, blue, m all macnaadau lot*ran ant n«ti(;».w» ltd.* fu 
INTENSITY' TV data at «4 ftif* or MVu vl a n4ui 

KOLINSKY SARLt Fwa <4 aha Sdwiiac table (a mamma! rc-UuJ k> da wawad.-. abate hair. ate 
■ud taa lhr linroi uMr hnahn Nut rear, tuna hraOwa tea acfnjli rtak Irian Ihr Slwnan 

I AY I k INI. Applying arUiTwaal enlor m pamt rkat t anil wra I aytrrd ral-wt »e* madly lr**»- 
fanK. Glaaiaa a taaaalla Jut « hh » cl palm urn JiuJi «llt paint. 

! IFT1NG OUT FAINT Pnllng .41 at |U penal halpe retail wlantt iultra *4 alar iwypnj paper 1 
an until and tan ..in un cad edict la. Ytni tan lain van wta in in famu akbtMcb • br Item 
nut reipnte mart etlraf and can V rotted »«h a anal anaowaa c4 jum irahK When addaii io 
paian tan. pn nut odl gne yarn pami mu buli.inj n vjlbt tanct told-. «A tkandr>. A 
H»m and lion utter win Idl van pmn;. Let iba p afar dev tdu« rcpt.nl. m M ramunaic w ilk 
■nodwr a Hart. Ini nul anMini ewak nr «nfr walk a trail kndr 
1 INI A nui mail ha an w natia i aim Jnu anon aojadarc. 

I OADING Je BRUSH 1nni| abr Inuah wnh wain tmJ 15V ,lr l alir keiuWre ur.ii paia«. 
LOCAL COLOR TV aeraal tub ad an abeil Hr me painted. anatdilaJ by li;|H or akid.m 
(Grata » [noil 

MASKING Ft (Jill A pat fat Hag V|etl beet (imparaln.1 uojInerne* ■ ewriiea on ■ pining 
lu frofatl II Irvm I tier, mg biuad umbel id pul Mane Inanda ala tradable Wheel II mailed, 
reir».e the wnlry fluid be rubbing < oil ur.h a bnarrtip ur an etun. 

MONOCHROMATIC Hnaic tana taka an biaa. Lgha and dark • hide I «l a tingle tdu pint 
afcar 


MONOCHROMATIC COLOR SCHEME Utiag a ..*V culm na a .aaptana na a ranp 4 
rahan 

NEGATIVE FA1NTINC Puatmg m ••<>. nenxmdogidarra. t. eetueh ra*j mam lo draw tlbcu 

NEGATIVE SPACE TV tpate an a pawning want! the abjani depan<d. 

OPAiJUE FAINT IVn naa Jen let art 4 i«lu Iwnawh n Mdut ihunagb 
PALETTE (I I TV rmaa nalke nacd lor puna: vnnuJo ptVtiei ta» n a wide raitrty ami 
bare imho of ~t'li fur touvtimng pte.1l. TV*'le made <d ulwM leitne.. enaflulad nerd. w 
(dmur Tina mg no. era ffelrrte inn. and inicgnl plectra m pumiril eaul patM ttMea art lead- 
aMr I‘era bom are na44 ulen pnu arff itejnei. A r u R ri neu ad imal! wbne nipt ml d rebel 
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ear make <y« w wl ur mahnb.it ptimtt Twm.mmU|iilnn» lb* bmrhrr't puieur or 
die lUot E. Tad palruc. (1) 11 k icIclwb id tadora 11 mw Jtuata u *oei »id- 


P.UVr tiEAPt) Ikcer « wim tfm fidn) o* mJeu' (Mini fuinl. Student K-td< 

■rnnaliin Ink ih* wWm and irimpuivci *4 R'li-qualai 
funn v* i*w nfami! dwy'r* i iadns' faun mar, It 
thm you could adnrte unnj mim' pant. H»*mr. cekn nuy oat b« u pimum if nptvd 
to Main l(N 

PAINTS Tm. ado* puncanato id my Andy pond pyTiKUbound *«b yim-araN. vihi- 
lion dull mliln ik pom 10 k kranK ddnni »irfc »un 10 cream iki-v trtanparrm vullu oi 
( oIim Kidunl Inn 1 kj|u-»M Co die mpport 5 o*< painet have ptyminc oe oe fall aided; n't bear 
to amid thew lot waamrloe. Vjemi.kir pairm tone m rav hue typrn. pan pawa and It be 
piima Pan paint can be purckaaad par pouted • pant at bad pan* aa *il at ui a •mall, c o ve rad 
p.lcuc Tube paint ur pipuKi ur uatially atotr uptnutr ini o(fcafkcr quaky. They (one n 
irulal tube* Aon nlin.li aim tan tqurr/r iaaa a Ink paan oaki (on pakue. 

PAN-AMM: AM PAINTS Waueralor ppui n air aeailakk n pant and half pane ItmaM 
aoinprnatej tiktcha id okil or tnijil lain ikat ready fit nan e naira Imetal bona task revoact etc 
wait that kU dan in plan and tapaaaat lint Color ia 
biu* Tkr trcRee tka l rati, ibr Iqher* tha weir Pam air caay ut uar ml 
cm «at n pnan tr eke km. Tky dua'i Ink and bdp rn ami .aunt* pm 
PAPER WUGKT TSt tkatharte at a ahan id paper at npmel ut peumk. nkaie to a team, ta 
iK almta. lea caaaaf k, S 00 ahucia ol HO-powaipapu oofk ItSpnmdi. 

PERSPECTIVE Repcetrte.rt thm-dimeaeaunal toHirto and epacr in r*t> dimmaana .» a 
au.’tnrf ikai ianaaara depth keifhi. aaj width at win With tkr «te» 

r'GMFNT A iiieat ntname n-aJc finer piano, earth. or matreab aad win 01 tirdett 
Pipcau Paimn mirk lit* tan* onlae naenr ran vary radaily kotn brand to brand k e en e r ei lk« 


POSITIVE SPACE Tiir r pa e e in a paiating uoupard ky ike uk|Rt deputed inol ike apace* Ul 
POCKING A panautf cechnaqwa ikn navnlvaa pvmetaf dtkuad pawl lane* a cup or boedr Jtractly 


PRIMARY COlOR5 Aaty bar tfuh ia thaw* rainier Wcfrawd ky 1 rteeiur, ui ary akakn 
Vuyta* (ombtmarkieu ul dir primary baet eaa hr a ted nnaie it (be eihrt ban o' ike tperrrvan 
In pf ia u M dtc praaiiei ear red, y rdaw . and bin. 

REPETITION Retiurint ihetnrt ia aa artmurk. uprated aura. tbaprv line ifatttKca. and more 
.ofitnbuir iu a puturr't unity 

RHYTHM TW rancty (aa*. altmutam) ami ley men — at inapt ekanrmt carair rkvtkaa ia a 
RLLI OF THIRDS A tiaffc nnhtd lor findinf hue epou in a pantinf or p4.« . Dwnk ikr 

rr rta atfk oi tbr paMtamf or pkn t o mu dwda hnMamtaOy and muallii u> maba mm uml« 
tct u nflri Ar dir lour poun vkn ihr arid lam nmm or another aar ite hoi ptrei« *ryn* 
d I hr painit>( *Wr ana (maid plan (hr paenunf'i i r m n id interne 

SCRAPING Gar ihr enebd nal (d tout break. a peer oi am oU rank urd. or oen a (earn Madr 
*1 tc ape paim ak tke ted ate ed your pape t. Hue modi *■ be dtete oa a dampy me war I Any l araah. 
SCRATCHING Uaa Jar md .(turn paanbrndi. a bed. a paym tlqt or aa.. «dm Lard cdqttr •> 
•cratch (make a IIWM ue dam in) your paper mkalr ike «aik 11 rail qialr »«v The pifairnt vfl 
•nil* m the icnechfs dryta* dirker. and [trim mi inrrmretf tr tmir l penaqee 
SECONDARY COLORS A kur creand >1 conibuunf rmo fernery mfon. neb aa ydkaw and 
hkar rrarrd n-qrdtri neU pent. In pifmym ihr aeoreadarr colon are orange, pern, ind nukt. 


G/aif<rr^~H| 




SHAPE A iwjiw m ii K il «u lu>M( iimuful'k kwivin. i'UrJ l< baa, u.4wt. m ulw 
> kangri. oe «m« ,-jmh >iun*s <4 An 

SPLIT In r»m»p, -p*.* wav U«rfm« m A( J«UKn knam Aipn oe a Hal c.irtus’ said ihe 

SPATIl RISC. Leading paasi nan., a kawih. and 4m urping 4w hi mile M ahal taa.li 4MI ata 
handle .4 imrkertaeihur i.uf *n, allusingikr pans u.apri> <Mu the paper Thn kelp i. iraic 
•cMstc tn a pawning, If tan dm hr pvftli ikarfiow. A dn brsiV. apuitgc. ami an .id tuuthhfwali 
aolrauMiMJilarapuiaaiay Maek wuh tracMg paprr daw paara .4 aha pwm| lhai r.«u doeiS 


JR'NW Nnasal or ryadanw tfoaip. an uaahal hwk to* irraam|t a mealrj diet! ad intara • 
pain awdfaf haunt apwicrwg diem C.mnd iW amaa«4pan r»l ikiH wsgdy vgaccAng liar 
i f n y 4ighlh «kir|<au* admaff Wana. Il dnrm '1 aim mi to nravliarkanwa rri.f 
«!**• You I wane aa an hrnihct in drill taw 
BMIBNG Uanrf a ifray hi-ttde t» afgih varr ua pasw 

STAMPINC Uunga pac-vui itamp. viik pana impaani an image «m pi|ca 

SlfAWn Hand lucking uaad In <wff«l aawnlaa paprf 

SYNTHETIC MKTI.kS T Jr r .4 taaah hcnalee aaa| suaudaemd (aynkaavi hail IW heie 
ilea utla (luu ana dun aata hail bnuhra Hu M Ike niece a>i ,-un hallav i^piucy 
Si seheui Uncle Lnnlo air an) ha I f i.x u min .in paim divan papee aa aiannkar 
TlfllNKJtl Aar marHel ail • .■fksig vwh mavriaU an aerate an an . I|ni 
TEKTlARY COLOR* *w ukn pcuonmi between aha pnaurv aad Mtsanlerr adorn am eke 
gator nisei 

Tl XlUn TV «Ha»a aa tn.~tileapiil«y a 4 an edgnii—<» innikani, ernghnn.. * ainaiv Bi ¬ 
nd laying u. rrerriaa ita appearance n paint 

THIOWIVG PAINT 1 aalrg a taaak »»k pa an, trmding ha.k. aanl Phi mg nvhwli inward 
ike pgv. ilu :1' > aiming ike ni» an Le apphrd in a amkra pattern. 

TINT A codas an vWh vkrer haa ham »dV4 hii eaaaaplr. while aldnl fe. gnaw naahci a Ighn 
pun uaiL la ware indue. m urdet to nuke a lighter pna use na add wuet. 

TOVF A iidaaaSghaneuiwf diakara^a ahadror lwa.4c.ilnr 

TRAVflIXTNT PA1VT Aluw.kghi and uakcr pama ivluei. mpaaa thaoandi aaJ bt teen. 
TRAN5TARLNT Atm.khi u r—.lo.«kw. drat obwwn.au Uilo.il- acta wt tk. iwtrn vdc 
TRIAD COIOR SCHEME Uliag three ednn that are .venpwtiUc in nm >dun. in vnnr 

TV hi PAINTS Tabc udm* aar l-.l- cmi an manage when wising large amnwata •( paint 
Hwarner. that tan taaaar wwae wane k»« vw msy aqverre ima wuac than you meed Inns ika 

Yim tan Mfaat/a H*mc paaer la •» a naka inb> a pas patent ail dial il latnlms an S iart il .on 
wvOlpan painaa 

UNITY P—icmcna jl drag* exams* is itLaamloimh mini mapnriMivullr utn/)ulg war 
nr IW ciame an »otbrl»»ll* pWwnwg whslr. 


VALUE Thr irdjai»e ligktnr.r or diehnru .4 a hue. nr ol a neutral uningbnn wine* IP black. 
WARM COLORS Cedar* widi a reflow nralarwr* 

WASH A ihw aranducawi larat w<ddalolcwlaa Ual.wm an aieaid paper l«>Lrp i.ikainnnl 
In a angle bnaadmickt Yidm uaimn mawi M :br paper a ten all pa nag Pair a hegi an a 
Isa M pam u needad and nrnu be ibeeuugklv mud toe la.eg aha wank, f -m wadwa him a 
unlrai ulr w«k nn Inn .r nppde. r. paint t aaiaacd sa palid kadn ate use lair lhaia 
darker at the aegt And mracgtlrd colli wubn hare iso nr enorr evince. Soane irrnei preier a 
•puwft t.‘ a task fm la.mg a Its waah mar a large m A weak can be appli ed iw dry paper os 
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4»pfifr OaaiprniAfUw paper help* the (atm Meant hail aaabra a feta reap in raaarnl ihr paiaaa 
halUK it *41 Qua into ant damp act 

WATfRCOlOR P lulling m p yx nn au.prr.ln4 m w awe ud a hiuW aurh » pn Arabic 
TiadiluaiaDa eaeaj in a h«hi lu ink manner, uaanp iha who trf (hr pifn M Jw ira ni nkm 
TAX RI WVT Tat rrpek naira Mtl Jm io-j tnlAnk pnt* <w prnani a pel idihrfupra akrtr 
ana ibei'iniM paint. On aiauircbpafrr.naeauaihlMoak pit teaydclfk. tnw aawrolnr paper 
n M amenah. M *aa mil allma pma w aaap MO tmiglu tad ntaii akpka tp la Uap nr inuu 

TIT ON MY A aiwfiukt Uahiaquc at puta| Ml colei gaiJn pfr mat* e 

TET ON TLT A aacialn actknntw »4 pc.ni me *n enU on a net paper nrtau. The paper 

cm he titurard. aw a •mill dub waahrab « pmm hnrhmnm tab in aret the paper 

WHITtS AaM| watcreaiLw pnnata, lie paper a mi ahr water are i m al md rtan Thar puna 

aw (■■uu he can be iwluipradurMn on a alari hackgrnond. 


METRIC EQUIVALENTS 


0.63 cm a inch 
1.25 cm • Vi inch 
2.54 cm ■ I inch 
3.75 cm - 1W inches 
5 cm ■ 2 inches 

10 cm ■ 4 inches 
20 cm > 8 inches 

25 cm - 10 inches 

30 cm ■ 12 inches*I fool 

1 meter « 39 inches 
1 ounce • 28 gram* 

1 pound ■ 448 grams 

Standard 140-pound watercolor paper is 
usually 500 sheets (a ream), each 
measuring one square meter. 

Grammage: 325 grams/tquarc meter 


Glottsry U 







INDEX TO WATERCOLOR PAINTINGS 


'Amnici i Cop,* Lra Caron. 70 
’Anasquam Light,* Mama Mom, 33 
‘Apple Basket," Marcia Main. IM 
*Afpl«," Marcia Moan. 133 
"Han Harbor;* Marcia Mom. 13V 
*Be4oec lHr Move.* W 
‘Cape Elisabeth.* Marcia Mum. 130 
*Cap* May,* Marcia Mum, 7b 
‘Christinas Torld* (not shown). 

Andre* Wyeth. 6t 
‘Child's Play.* Winlj Montgomery, 

72-73 

*THc Culbln,* Bob Delano. 47 
■IHd.' Mama Mnm, tt 
*lHee Uland Ught.* Mama Main, 31 
“Foil Beach,* Mama Moan. 146 
‘Float Collection,* Ale* Alampi, Jr, 73 
*hresh Lilacs.* Marcia Mom, 3) 
•Fresh Picked,* Marcia Mom 74 
‘Gauguin's Cafe.* 7) 

“Golden Gale.* Marcia Motes. 103 
‘Gloucester Hour,* Mama Mum, 

149 

‘Grandma and Mr,* Harden Motes, W 
'Guiding Light.* Marcia Mom. 47 
‘Cushy,* Marcia Moan. 6J. 12) 
‘Haler'* Magic.* Haley Mom. 64 
"Hydrirgeia,* Mama Moses, 1.137 
‘In a Pickle,* Maras Mom >03 
‘Into Ac Lgk* Mama Mom 107 
‘Isle au Haul.* Marcia Mnm 71 
‘Lilacs,* Marcia Mom 24-23, it, 93 
’Lobster Poo,* Bob Ddauo, 70 
* Lundy Bull.* Marcia Moses, 136 
‘Loncport Reflections,* Jim Penland. 

77 


’Looking Back,* Leu Giron. 68 
‘Marblehead Timer,* Marcu Motes, 
14) 

'Martha s Vineyard,* «2 
‘Menemshac* Mama Mom, 3 
’Monhrgan House.* Marcia Mow, 

St-87 

‘Munhcgais View.* Marcia Moses, 147 
*My Sailer.* Marat Mom 1)3 
’Mystic Lanterns,* Marcia Moses, 3t 
*Oily Stuaison.* Marcia Mnm, 143 
*One Harbor Road.* Mama Mom 
‘PaisChair.* Marcia Mom. 141 

* Pebble drvh,* Marcia Mom 

144-143 

'Panaquid Point.* Mama Motes, t 

* Pots,* Marcia Mom 41 
'Southwestern Vends,* Mary Nieto, 

41 

‘Stars and Stripes,* William Peru. 94 
‘Street Scene in France.* Marcia 
Mom. I2b-I2b 

*$wun Beach.* Paul George. 7* 
‘Tree,* Marcia Mom, 13 

* Up There," Marcia Motet, 41 
'Vessels ol Antiquity," Marcia Mom 

143 

'The Vineyard,’ Mires* Mnm 111 
’Taler Bearers," Marcia Muses, 141 
*Tutnii%.* Paul Gauge. t! 

'TimerPansies,* Marcia Moses, 1,64 
’Timer Solstice,* Marcia Motes, 32 
’Timer Thaw,’ Marcu Moses, 1)2 
1 Ycaur Jay.* Marcia Mum and Wanda 
Montgomery, 27 
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barkgunind and foicgruund. 50 - 

balanca. > 0 . «M 

bwa (undmoneX color. 53 SS 


(IMS 

her. [inmint 122-121 
bniabCnX I 7 -S 9 . IU.tM.lt* 
Mulct. IM. IM. It* 
iltaiu* it, 22 
(emit, If* 

Kaliniky uhlf. 17 . IM. 114 
ivnik«»r bnialrs It* 

Wwtb Kindle op. II 

btuab hijUv 11-23 

bnachci'a pilcac uc mp. 23-21. tU 

capiunag manual M 

.micer4 iniaract, U.W-tl 

< Kigali Mm. II 

ckarfiyg. IM 

• bid vlb.n. * 3 -**" 
a CMnH^«iU l '« 
nUfr<w 4 pipes 12 - 14.152 

mImOX 4‘ I*.a/« tie faun. 


M-M.IU 
itmiaphmr. 44 
hux theory of. 4 V- 4 * 
bin <wklin. nl. »-M 
begin o» dull. 4 X 54 

<om r lrmcMiry. It, 52 . 5 X M, 54.152 
emd, 44 - 4 *. 151 
(rays 45 , 52 * 1 ). 57 - 5 X 

hue. * 4.154 
iniMwnt, 45 . IM 
k>ciJ(inacX 44 , IM 

li^ti m! dark. 22 . V. 33 - 17 . 44 . 4 » as 

Iim.ird palaat*. 4 '- 4 K, 110 

nuang. 45 . 47 . 52 - 54.104 

mu.M«rtv 5 X 5*-54 

ncmialmnt, 45 

pale lints 47 

primary. * 5 , 52 . 5 ), 155 

ptnpctuct of. 44 - 11 . 55 

putH-pol I warn and louli. 50-51 

treoadary, 45 , 47 . 155 

irayvTinir ucd and warmI. 44 -V. 52 . 

111 . 15 * 

imnn. 45 . 47 . 15 * 

theory. 44 - 4 * 

undertone (hail. 51 55 

whies apptyii|. 2 *-J 4 , 17 - 41 . 44 . 52 

warn, 44 - 54 , 15 * 

aims procr*mc 22 . 2 *, 10 *. IS* 


color cchenc. 54-51 

analogm. 5 S-II, IM 
vMqdcmcncart, 45 . 5 *. 57 . IM 
piyi. min* 57-51 
iwulrowm, 54 - 11 , 154 
tpU compicmcmry. 51 5 * 
mad. 5 s, 57 . 15 r» 
ntktr nlwrl 22 . 21 . 17 . 44 . IM 
compouivn tad Jnpt dupi* 25 - 45 . 

152-151 

bepn, bow to, 34 41 
dt&Bcd. JC. 112 . 151 
dri-m*. 54-17 


But«w'. devpi and. 2 » 

Iraki led Jail ptidi tad pall. 1 
prm. ijdrt ad devgn. 10-52 
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